gangsta/pimp/hustler) authenticity.
2 Although these factors still contribute in a superficial way to the aesthetic of hip-hop and its 'cool' marketability, contemporary hip-hop culture evidences a more self-conscious approach to realness and its paradoxical limitations, of which scholarship on black music has long been aware. 'The fragmentation and subdivision of black music into an ever-increasing proliferation of styles and genres has also contributed to a situation in which authenticity emerges as a highly charged and bitterly contested issue' (Gilroy 1991: 122) . The problem of authenticity in pop cultural performance is an intrinsically racialised one, whereby, as Gilbert Rodman expounds, mainstream rock, folk, and country musicians have much more liberty to use the first person to utter violently aggressive, sexually provocative, and/or politically strident words than do artists working in genres like dance or rap. Which means-not coincidentally-that the artists most frequently denied the right to use the fictional 'I' tend to be women and/or people of colour. (Rodman 2009: 102) In an analysis of rap and 'bling' that posits the invisibility afforded the subject through accumulation of capital as central to rap's narrative of self-actualization, Michael Clune also gestures to the inherent paradox at work in hip-hop's ethos of authenticity, namely that 'the ascendant performance conceit is that there is no performance going on ' (2010: 141) . Hip-hop authenticity is therefore always already destined for failure, wherein 'the attempt to resolve the tension between the formal "you" of the rap lyric and the "you" of the audience thus has the unexpected effect of turning the once-celebrated figure of the rapper into rap's ritualised object of scorn ' (142) . In this way authenticity becomes the open secret of hip-hop discourse, an acknowledged implausibility but an omnipresent factor in the hip-hop performance. Young, too, understands this performed real as part of a black American tradition of counterfeit-the difference between 'truthfulness' and 'troofiness' that has proven to be a worthy tool for both the literal and the figurative survival of black America. 'Since previously conceived notions of truth have often oppressed black people,' Young writes, 'the counterfeit is a literary tool that 2 The term 'ghettocentric' was coined by pioneer hip-hop journalist Nelson George (1993) . It refers to the cultural capital of the stylised 'ghetto' space popularised by hip-hop (especially rap music) and the films of Spike Lee. More generally, it is used to describe the phenomenon of self-identification with the ghetto and a particular class-based aesthetic of blackness and 'realness' in hip-hop. The strength of gangsta's ghettocentric narrative of realness is evident in the final rap battle scene of white rapper Eminem's semiautobiographical feature film, 8 Mile (2002) . The film's protagonist, Rabbit (portrayed by Eminem), finally wins over his sceptical black audience by exposing his opponent's upper-middle class background and thus silencing (both literally and figuratively) his claims to hip-hop authenticity. Although hip-hop is overwhelmingly understood (both popularly and in scholarly discourse) as a black Scholarly representation of non-US or 'global' hip-hop remains characterised in large part by its containment of authenticity to a logic of the real contiguous with the fabled 'old-school.' The argument that such global hip-hop is truer to the 'real' hip-hop culture than the mainstream US subgenres by which it has been largely replaced aligns authenticity (and, concurrently, the conditions of otherness that qualify one for inclusion in the hip-hop nation) with a countercultural attitude. In his study of authentication in 3 Riché Richardson explains in her study of black masculinity and the US South that 'the meanings of the term "Dirty South" may vary. Sometimes the connotations are explicitly sexual … "Dirty South" has in effect enabled many rappers in the South to assert a collective identity and has helped their effort to resist invisibility and exclusion in the rap industry, giving them legibility and a coherent way of being identified ' (2007: 215 Australian hip-hop 'largely turns on the possibility of ascribing to local performance an authenticity that had to be articulated to a discontinuous, geographically remote narrative of origin' (44).
As in the US context, the mainstream rise of hip-hop in Australia has seen the diversity of its practitioners and enthusiasts downplayed and its appeal to a certain Australian and working-class masculinity emphasized. As Maxwell describes it:
the hip-hop world I encountered was for the boyz, a masculinised, even phallocentric, world in which young men performed, rapped, breaked, boasted, bombed, leaving their phat tags to mark their presence, hung out, strutted, posed with their legs thrust out and their hands hooked in lowslung pockets, fingers brushing their groins. Where young men talked about their Community, Culture, Nation. (2003: 33) In the decade since Maxwell published his work on hip-hop, the proliferation of male In an online interview with Australian hip-hop journalist Boss Lady, Azalea can be seen to navigate simultaneously the twin imperatives of Australian hip-hop and broader hiphop authenticity. In an attempt to justify her involvement in hip-hop and downplay the incongruity of a white Australian woman in a culture dominated by iconography of black masculinity, Azalea insists that although hip-hop is, in her understanding, a black cultural product, it has become, over time, 'more than what it was before and more than the main elements of it, you can have places for other people to fit in' (Iggy Azalea 2011: "Exclusive"). Azalea's attempt to account for the evolution of hip-hop's racial politics and thus validate her claim to legitimacy-her right to hip-hop-reveals two significant assumptions about race and its relationship to hip-hop. First, the aforementioned problematic myth-of-origin that hip-hop 'is black culture' and second, that her ability to speak both for and from hip-hop is determined by a social performance of deference that underpins her responses to the 'race question' throughout this and other interviews. Indeed, Azalea's evident hesitation and the circumlocution of her response typify awareness, rather than transcendence, of her white positionality.
Though her intent is to justify her engagement with hip-hop despite her whiteness, her delivery betrays her wavering faith in the 'tanning of America' that purports to settle the racial commentaries at play in hip-hop performance. 4 Indeed, although Azalea suggests that the importance of race in hip-hop's process of authentication has lessened as hiphop culture has been diffused around the world, she is, at the same time, eager to align herself with blackness. In particular, Azalea's body becomes the signifier through which she is implicitly marketed as a hip-hop woman.
In with an exoticised image of Australia and connection to non-white indigenousness.
The second, and more apparent means through which Azalea physically aligns herself with blackness is through the shape of her body. Boss Lady cites an apparent rumour as to Azalea's modelling career, asking her, 'I read that you were rejected as a model at one point because you were too thick, is that …?' Azalea responds immediately with 'right, yeah, that's true' before adding that 'it's weird, though, because I so don't feel Reality television, unlike hip-hop, is a genre that is explicitly feminised both in its promotion and in critical and popular evaluations of its worth (or, perhaps more accurately, its lack thereof). Kavka interprets the feminisation of reality television as part of a broader cultural imbrication of televisual pleasure with the domestic sphere, explaining that 'during the nineteenth century the consolidation of domesticity and consumption as ideological patterns occurred specifically in reflexive relation to femininity, with the result that the twentieth-century apparatus of television easily became associated with, and devalued as, feminine practice ' (2008: 4) . The shame that she identifies as central to the reality television audience is also intricately embedded in the experience of racialisation and stigma; that a particular realm of televisual pleasure is relegated to the demeaning category of trash 'suggests that it perverts the host medium by planting "trash" as a literal parasite on "TV" ' (2008: 20) . The trashiness attributed to reality television therefore renders it a pop cultural medium through which the externally designated and internally cultivated 'trashing' of inferior whiteness is hip-hop's discourse of the real misinterpret, however, is that the un-realness of the real is precisely the point, or, in Kavka's words, 'the appeal of reality TV lies precisely in its performance of reality in a way that matters' (23).
Indeed, if the premise of reality television is its distinction from fiction-based television, it is only superficially so. Ardent fans of reality television understand and, in fact, appreciate the manipulation and editorial intervention at work in the production of televised 'reality' in the same way that soap audiences fully expect deceased characters to resurrect, passionate affairs to perpetually begin and end, and child characters to rapidly and inexplicably mature. The same suspension of disbelief at work in traditional narrative television remains a constant; what distinguishes the reality genre is less its plot (scripted drama) than its setting (the real world). As Shields elaborates, 'the success of the genre reflects our lust for emotional meaning. We really do want to feel, even if that means indulging in someone else's joy or woe. We have a thirst for reality (other people's reality, edited) even as we suffer a surfeit of reality (our own-boring/painful)' (2011: 111). The common line of criticism with which reality television is derided, nonetheless, is framed as a kind of 'outing' of the manufactured or manipulated aspects of a given show-an exposé of the ostensible deception at play in the use of the 'reality' tagline. 6 In short, and with particular reference to the complicity of the show's 5 I refer here to the idea of 'white trash' as a means through which poor whites have historically been sidelined by the white US mainstream. Matt Wray, one of several key scholars concerned with the phenomenon of white trash, explains: 'white trash has been used by Americans of all colors to humiliate and shame, to insult and dishonour, to demean and stigmatize ' (2006: 1) . 6 This is, for instance, a recurrent criticism of the MTV reality show Catfish: The TV Show. Based on the premise of Henry Joost and Ariel Schulman's original documentary film Catfish (2010) , the show investigates 'catfish'-the film's term for people who pretend to be someone else in online relationshipsand exposes their deception in a formulaic 'big reveal' in each episode. Critics of the show often question the authenticity of the 'real people'/characters and their frequently incredible storylines. However, the value of the show to those who enjoy it, I argue, is the suspense created by the 'moment of truth' by which the entire narrative is framed, and for which the veracity of the relationship itself is neither here nor there.
participants in the perceived fabrication of reality, the notion that reality or the real can be performed, or can coexist with performance, proves to be the sticking point for reality television's critical acceptance. Kavka's interpretation of the reality TV performance as 'less a matter of "acting" in the sense of simulation than of "acting out," a performance of the self which creates feeling' presents a more workable understanding of the performance of authenticity that correlates, in turn, with Maxwell's description of the freestyle rap practices of Australian male rappers (2008: 26). In both scenarios, an external accusation of inauthenticity-or, if not in so many terms, performance as the antithesis of realness-is seen to destabilise the medium and, in so doing, expose its fraudulence and concurrent ineffectiveness. In Kavka, the scripted dimension and/or mediation of reality television is 'all "television" and no "reality,"' and in Maxwell the illusion of spontaneity in freestyle or battle situations is its own undoing: '"But," another informant warns me, "you realise that none of them are really improvising"' (Kavka 2008: 22; Maxwell 2003: 226) . Bizness' is, further, intimately engaged with the reality television soundscape through its own production. The beat is unmistakeably 'Dirty South': the highly repetitive 7 The Real Housewives franchise is not, it must be noted, exclusively white, although its original series, The Real Housewives of Orange County, was and remains characterised by its all-white cast of (predominantly) bottle-blonde 'Barbie'-like women. The franchise has, furthermore, tended to distinguish the 'flavour' of its various locales by the ethnicity of the respective participants: The Real Housewives of Atlanta has featured eight African American 'housewives,' one Asian/African American 'housewife,' and only one white American 'housewife'; The Real Housewives of Miami focuses on the 'Latin' character of South Florida, its first season in particular featuring four 'Latina' housewives and one white American; The Real Housewives of New Jersey draws upon (if not entirely caricatures) the Italian American demographic of the state, dramatizing in particular the connotations of mafia activity that accompany this not-quite-white American ethnicity. The point of this qualification is to emphasise the particularity of whiteness in the Orange County and Beverly Hills series (a none too natural whitening of a state crucially embroiled in the erasure of Mexican-ness and troubled 'alien' presence); the culture both promoted and, in effect, cultivated by these series is not intended to stand in, vis-à-vis normative whiteness, or affluent women in general, but bottle-blonde Californian white womanhood in particular. 8 Most notably the reality television series Toddlers and Tiaras and Here Comes Honey Boo Boo.
buzzing effect of the synthesised beat (itself synthetic, itself consciously manufactured) evocative of the 'dirty,' grimy, even dangerous, soundscape from which the subgenre derives much of its success. 9 'Murda Bizness' was produced by Bei Maejor, a US record producer who has worked extensively with hip hop artists as well as, significantly, writing and producing the soundtrack to yet another popular reality television show invested in the fabricated-real, Jersey Shore. As Maejor's trademark sound evokes an auditory conversation between hip-hop and reality television, Azalea's Southern-accented rap, coupled with the video's child pageant thematic, suggests connections between the genres that are distinctly feminised.
Pageantry, itself obviously a performative practice, is rendered ludicrously so in its pre- common thread of rivalry throughout hip-hop and reality TV is similarly noted by Young in his argument that the genres share particular interpretations of realness:
Nor is it a coincidence that participants in both rap and reality TV-even when it is seemingly for love-refer to their respective genres as the Game? If for rap it's called that because of the business (as well as its symbolic relationship to the 'drug game' or the 'fight game'), both genres are highly aware of the parameters (which are few) implied by the idea of a game, and refer to realness and gaming in nearly the same breath, without irony (which is otherwise rampant). (2012: 366) 'Murda Bizness' riffs off the thematic of drug culture (Young's 'drug game') everimplicit, when not entirely explicit, in Dirty South and gangsta hip-hop performance.
Azalea-as-pageant-mother is seen tipping Pixie Stix, white sherbet-like candy sold in indicates both her keen awareness of the deviations from the US hip-hop norm that make her special, and her apparent desire to provoke and encourage debate as to her right to perform her Dirty South-accented rap as a white Australian woman. What remains to be seen, of course, is whether Azalea's particular mobilization of contemporary experimentation with 'realness' in its various pop cultural manifestations affords her longevity in a hip-hop scene still sceptical of both white and, arguably, female performance.
